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Abstract
This Thesis represents my findings from practical and theoretical research on spherical 
video in the first person point of view within the context of developing methodologies 
of constructing narrative.
In doing so I explore various established cinematic and theatrical practices in 
consideration of the relationships between narrative and medium.  Theoretical 
data from this process is be applied in form of practical exploration by means of a 
self constructed spherical recording device. In the conclusion of my research, and 
supplemental to my thesis, I present a final piece of original narrative which was 
written, directed and edited by myself in which I am using narrative techniques in 
response to my theoretical and practical findings. By doing so, I hope that the body 
of my research will speak to the emerging methodology of narrative technique in 
spherical video.
11. Introduction
 1.1 The need to tell stories
Best selling Israeli writer and historian Yuval Harari describe the intrinsic need for 
humans to tell stories as the “[…] mysterious glue that enables millions of humans to 
cooperate effectively.” (Harari, 2017) Educational researchers Michael  Conelly and 
Jean Clandinin agree by describing humans as ‘storytelling organisms’ whose brains 
are developed with the propensity to communicate and remember in narrative terms 
and structures (Connelly & Clandinin,1990). 
This universal human desire to tell stories, stimulated by technological progress, has 
seen narratives of multitudinous shape and content come to light. Oral accounts 
at the dawn of mankind, written narratives or theatrical performances with origins 
in antiquity, all the way to the tumultuous ecosystems of interconnected creative 
media today, provide seemingly limitless possibilities to tell stories. 
With spherical video (SV), a new medium emerged recently as a category within the 
larger collection of media that is referred to as virtual reality (VR).
The object of this thesis is to examine the nature of spherical video and its function 
as a narrative device. While other creative media like the written word or theatre 
have had thousands of years to organically develop and form narrative modes and 
conventions, SV only started emerging in the 21st century and has to compete with 
a broad spectrum of media over audience attention. Therefore, finding a functional 
methodology to facilitate narrative processes suitable to the specificity of this medium 
is paramount if SV wants to be able to attract audiences.
2Media theoretician Bryan Alexander suggests in his book ‘The new digital storytelling 
: Creating narratives with new media’ (2011) that the shape of narrative and the 
medium it is delivered in are intimately connected. In order to examine SV as 
a medium, I will start my thesis by outlining definitions for the terms of media and 
narrative and provide a brief overview of the existing media landscape as we find it 
today in regards to virtual reality media. 
From the establishment of this taxonomy, the first person point of view spherical video 
will be defined and discussed as the focus of my research. A series of increasingly 
complex experiments follows in response to the examined relationships of media and 
narrative in film and theatre. Focus of these experiments is to explore and assess some 
of their distinct practices for suitability within the medium of spherical video.
Finally, I will discuss the process and outcomes of an elaborate experiment that 
synthesizes my cumulated insights and points to lines of inquiry for future explorations 
which I hope may uncover insights into the emerging methodology around spherical 
video narrative.
 
 1.2. Research Aim and Research Question
RESEARCH AIM
The purpose of this research is to explore emerging methodologies in linear storytelling 
with a focus on first person point of view within the medium of spherical video. 
RESEARCH QUESTION
Do the pre-existing methodologies in film and theatre lend themselves for development 
of narrative content in first person point of view Spherical Video?
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 1.3. Research Methodology
I am approaching the resolution of the research question along two processes of 
enquiry. Firstly, I conduct practical research by creating a series of work within the 
medium of First Person Point of View Spherical, and secondly, I perform theoretical 
research that informs and contextualises the practical components as well as 
reflecting on the practical outcomes in relation to the research question. 
 PRACTICE LED RESEARCH
This focus of this research project is on artistic creation. While not commonly employed 
in fields such as physical or medical sciences, it has established itself in creative 
fields of research. Senior research fellow in the School of Creative Communication 
in Canberra, Hazel Smith, relates to the intrinsic link between creative practice and 
creative research in her book: ‘Practice-led research, research-led practice in the 
creative arts’; 
“[…]  creative work in itself is a form a research and generates detectable 
research outputs. The product of creative work itself contributes to the 
outcomes of a research process and contributes to the answer of a 
research question.” (Smith, 2009). 
Guided by the research question and contextual theoretical research, data in the 
form of spherical videos in the first-person point of view were collected, processed 
and disseminated. Both the creative process and the individual outcomes have been 
examined against the research aim. The criteria for this examination process were 
informed by my own background in creative media 1 as well as by the insights gained 
through the contextual research of practices in the respective creative media. They 
revolve around:
1 see appendix I
41. Considerations related to the specific nature of content generation and 
manipulation in first-person point of view spherical video.
2. The nature in which the content is being accessed and disseminated by the 
audience.
This process is iterative throughout, in that experiments are informed by contextual 
research and in turn inform future experiments. This approach is considered as an 
important process by media theorist Kim Vincs. He argues that the iterative approach 
may be the sole reliable constant in the field of practical research, as the practical 
and the contextual work inform and shape each other (Barret, Bolt (Eds), 2014).
 
 CONTEXTUAL RESEARCH
In response to the research question, the considerable areas of filmic and theatrical 
practice were scoped for aspects that may lend themselves to be examined through 
practical experimentation. Distinct practices were chosen for their apparent potential 
in regards to spherical video.
These explorations do not claim to be exhaustive, but should be understood as 
provocations that were used to collect valuable data in regards to the research 
question.
52. Definitions
 2.1. Narrative
A clear and simple definition of this complex term has not and may never be 
reached, but in order to facilitate a common denominator in approaching the 
research question, I would like to present Marie-Laure Ryan’s findings on this term 
and its relation to media. She is a prominent literary scholar and critic with a focus on 
narratology and cyberculture. Her book ‘Narrative across Media’ (2004) starts on a 
careful approximation of this term. 
She describes narrative as a logical structure of relations that includes an environment 
and characters as well as temporal changes in said environment and/or characters. 
The environment needs to contain possibilities of a reconstruction of an interpretative 
network of goals, plans, causal relations and/or psychological motivations. These 
inter-connective relationships are inseparable from each other, but are distinct from 
the mechanisms of narrative delivery:
“Narrative is a medium-independent phenomenon, and, though no 
medium is better suited than language to make explicit the logical structure 
of narrative, it is possible to study narrative in its nonverbal manifestations 
without applying the communicative model of verbal narration.” (p.15)
In establishing a definition that considers narrative as a medium-independent logical 
construct of relations, it is prudent to establish a definition of media next in order to 
explore the relationship between media and narrative in spherical video. 
6 2.2. Media
Media has a broad range of possible definitions from physics (i.e. air as a medium of 
transmission of sound waves) to spirituality (i.e. a person claiming to be in touch with 
ghosts). In communicative studies, media is well explored by Marshall McLuhan and 
Adam Innis who have defined it in regards to its effect on the development of human 
societies. They see the history of media pivot around four major inventions, which are:
1. The invention of writing
2. The invention of print
3. The development of electronic communication (TV, Radio)
4. The development of electronic writing and computer networks
However, in response to the research question, it is more useful to understand media 
in its function to affect narrative form. Media, according to Ryan, are unique filters 
of narrative expression and it is through this lens that we will look at spherical video 
and the relationship between its form and the narrative that can be created with 
it. An example that illustrated this view of media would be the invention of the 
gramophone which, as a means of listening to music, meant a clear practical 
progress in disseminating music, but did not result in new audio based narrative forms. 
However, when the invention of wireless telegraphy caused the radio with its ability 
of instantaneous transmission to broad audiences, we encountered new narrative 
forms like the radio play.  
If we look at media as a way of categorizing narrative, we have to distinguish it from 
the term of genre which is also used to categorize narrative (i.e. comedy-, drama-, 
horror- movie). An essay on genre and the television medium by American professor 
in the field of film and media studies Jason Mitell, arrives at a definition of genre that is 
describes genre as a set of conventions that results from discursive processes that are 
running through textx, audiences and industries via specific cultural practices (2001) 
7Media on the other hand is subject to specific restrictions and boundaries due to its 
intrinsic nature. 
 2.3. Virtual Reality Media
The number of technologies and devices that claim to deal with virtual reality 
are numerous and partly seem to overlap with other technologies referred to as 
augmented reality (AR) or mixed reality (MR). VR, AR and MR all seem to belong to 
the cutting edge of entertainment technologies with their futuristic head mounted 
displays and promises of escapist experiences.
But the term virtual reality was originally coined in 1938 by theatre theorist and 
practitioner Antonin Artaud in his book “The Theatre and it’s double” as “La réalité 
virtuelle”. It was invented as a theatre term in connection with the idea of theatre 
as a constructed and biased representation of reality. Virtual in this context means 
in essence, though not actually or in fact. The impulses for the construction of the 
representative world are created  by stage technician, dramatist and performer, and 
then, crucially, assembled by the brain of each audience member through the filter 
of their perception.
(figure 1) Image of Antonin Artaud, 1947
8This definition of the term Virtual Reality however is open to many forms of narrative 
media. A book may construct a whole fictitious world in the 23rd century, and so may 
a film or a painting and the afore mentioned filter of perception is the focus research 
of the domain of neuroscience. 1
However, the more commonly accepted and for our purpose more useful definition 
of virtual reality is given by Ken Pimentel and Kevin Teixeira in their book under the title: 
‘Virtual reality: Through the new looking Glass’. Here, it is defined as an “interactive, 
immersive experience generated by a computer” (1993, p. 11). Here, the stimulating 
impulses are created digitally, but this deceptively simple definition presents us with 
another set of terms that are to be examined if we are to come to a clear and shared 
understanding of VR media. Those terms are the interactive and the immersive.
  2.3.1. The Immersive
Companies and creative individuals that are dealing with VR media will often refer 
to the immersive nature of their experiences. However, on further study of this term it 
became clear that a wide range of media can lay claim to this attribute in one way 
or another.
Dominic Arsenault (2005) synthesized the findings of Laura Ermi and Frans Mayra’s 
Game Play Experience Model (2005) and categorized immersion into three layers 
thereof. Those layers are: Sensory, Systemic and Imaginative Immersion. 
Sensory immersion concerns itself with our human senses and the degree to which 
stimuli can be created to fabricate reality in one or more senses. This is most often 
done by creating visual stimuli through camera or computer technology but can also 
include auditory stimuli and sometimes olfactory and tactile stimuli (i.e. a theme park 
1.  The (re-)constructed, or virtual, aspect of reality inside the brain is theorized by contemporary neuro-imag-
ing specialist Karl Friston through his Free Energy theory (Raviv, 2018) as well as cognitive neuroscientist Anil Seth who 
during a 2017 TED talk, referred to reality as a shared hallucination.
9rides or 5D cinema experiences). 
The Systemic level of immersion relates itself to participatory aspects and is therefore 
largely connected to the idea of interactivity which is described in more detail further 
on.
The third level of immersion is the imaginative level. It is achieved largely through 
narrative and cognitive absorption into the story as we are tangled up in the fate 
of the protagonist’s journey. This is the level of immersion most related to narrative 
as it concerns itself with causal relations and it has been mastered in many media 
offerings through the centuries of human artistic creation 1 .
The aforementioned media theoretician and narratologist, Marie-Laure Ryan gives 
a better understanding of this layer of immersion in her book: ‘Narrative as Virtual 
Reality: Immersion and Interactivity in Literature and Electronic Media’ (2000) she 
further divides cognitive (or narrative) immersion into Spatial, Temporal and Emotional 
sub-layers of narrative immersion. 
Spatial immersion is the effect which the audience experiences while creating a spatial 
relationship inside their mind. This is most commonly experienced while reading and 
imagining localities from the descriptions inside the book, but could also be inferred 
from a character in a narrative that refers to far off places. 
Temporal immersion stems from the unfolding of a story and results from the deliberate 
distribution of information over time. As a video editor, I centre my creative practice 
around this concept and the cinematic concepts of suspense, montage and 
juxtaposition are closely related to temporal distribution of information. 
Lastly, emotional immersion signifies the emotional connection the audience has 
with a character by narrative means. Emotional immersion also refers to empathy 
as the perceived emotional connection between audience and character and 
was discussed by Danish film theorist Torben Grodal as a fundamental mechanism of 
visual fiction that is responsible for motivation. (1999).
1 Joseph Campbell’s ‘The Hero with a Thousand Faces’ (1949) is just one famous example of a deep   
exploration of cognitive absorption mechanisms and has been applied across different narrative driven   
media such as the novel, films and games.
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Latvian VR artist and film editor Aigars Ceplitis describes the ultimate goal of immersive 
media to achieve ‘[...] the attainment of an absolute psychosomatic and physical 
embodiment’ (2017). Through this embodiment we may escape reality for a time 
and find reveries in fabricated environments. This bring to mind the VR environment 
of ‘The Matrix’ (Lana and Lilly Wachovsky, 1999), and Joe Pantoliano’s character 
of Cypher who craves total escapism from the brutal truths of reality, a character 
who may be villainous in the narrative but perhaps relatable too. The willingness to 
escape reality by accepting a fabricated (virtual) environment was referred to by 
Samual Coleridge over two centuries ago as ‘willing suspension of disbelief’ (1817) 
of audiences that ‘buy into’ the most outlandish worlds and plots for the sake of an 
enjoyable experience and William Shakespeare notes in his prologue to Henry V:
“[…] make imaginary puissance […] ‘tis your thoughts that now must deck 
our kings […] turning the accomplishment of many years into an hourglass.” 
(Shakespeare, 1599)
  2.3.2. The Interactive
As outlined above, Dominic Arsenault refers to interactivity as an aspect of immersion 
and Pimentel and Teixeira have listed the interactive as one of two key attributes of 
virtual reality media. 
Chaker Mhamdi (2017) points out that Interactivity is a temporal term as it is concerned 
with phenomenological and evocative experiences within the present moment. 
However, the temporal relation does not have to be instantaneous 1 .
Linguist and media theorist Catherine Bouko (2014) describes a model of interaction 
in media based around their immersive nature. These are, in order of intensity: 
navigation, participation, conversation and collaboration. 
1 Emails for instance are an example of delayed interactivity. 
11
Briefly, navigation gives the audience the opportunity to traverse the fictitious world 
without otherwise influencing it (i.e. a book or a DVD that lets us enter the narrative 
at any moment without being able to affect it), participation gives the audience 
agency to choose between ready-made paths of a story (i.e. hypertext stories or 
pick your own adventure story books), conversation allows the audience to directly 
interact with inhabitants of the fictitious world as seen in many popular computer 
games today, while still following a set number of narrative paths and collaboration, 
as the highest form of interactivity, lets audience and inhabitants work together to 
create something completely new. This type of interactivity is rarely experienced 
in media since it requires a theoretically unlimited set of options and permutations, 
though so called ‘Massive Multiplayer Online Roleplaying Games’ (MMORPGs) are 
an instance of this layer of interactivity. 1 
There is some discussion as to the desirability of interaction in certain media. Agency 
requires effort, which sometimes is precisely the opposite of what an audience 
member/user/participant may be after. There is also some dispute around whether 
interactivity enhances or detracts audience members from immersion. Marie-Laure 
Ryan (2000) and Clarke and Mitchell (2001) state that allowing participation in the 
narrative is detrimental to the sense of engagement, but Murray (1997) and Laurel 
(1993) argue the opposite position, especially if the immersant was taking on a first 
person view of one of the characters within the narrative as seen in some first person 
computer games such as the first person shooter ‘DOOM‘(1993). However, it is not the 
object of this thesis to argue the benefits of interactivity, but rather define it to better 
describe Spherical Video and its unique characteristics.
Having a rough understanding of the complexities around the immersive and 
interactive aspects of creative media, we can finally look into VR media in its 
qualitative differentiations according to those above attributes.
1 An example of analogue collaborative interactivity in media is the popular role playing game Dungeons  
and Dragons (DnD). 
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  2.3.3. VR MEdia
It may surprise that VR technology, in principle, is already more than fifty years old. 
Technologist and filmmaker Morton Heilig introduced a device called the Sensorama 
to the public in 1962 - a clunky machine by today’s measure, but nevertheless a 
device that would not only stimulate the eyes and ears but also generate smell and 
tactile impulses, thereby achieving a high level of sensory immersion. The content on 
offer through the Sensorama was in the form of 3D imagery but not in any notable 
way interactive.
v
(figure 2) Sensorama Patent Drawing . 1961 . Morton L. Heilig
Ivan Sutherland and Bob Sproull are credited with the invention of the first Head 
Mounted Display (HMD) in 1968 which was called ‘The Sword of Damocles’. It was 
capable to display simple digital images. Though this technology initially generated 
excitement, it failed to break into the mass market. In other sectors however, the 
immersive qualities of this technologies in pre-visualisation have found more traction 
and were utilized in the military 1  and medicine 2. 
1 military engineer named Thomas Furness developed a flight simulator called the ‘Super Cockpit’ starting in  
the 1970s
2  University of North Carolina and the US Department of Defense equipped surgeons with early   
models of VR headsets in order to train surgical procedures with computer-generated images
13
Now, miniaturization and computer networking have had a significant impact on 
size and capability of VR technologies opened the doors for most people to be able 
to experience some forms of VR media simply by owning a smart phone.as a result, 
large companies endeavour to make it accessible to the market. 
VRs is estimated to generate USD6 billion by 2022 according to ABI Research another 
research company under the name of SuperData estimates VR to generate USD 
30 billion by 2020.according to a market study conducted by Digital Media Finland 
(Muikku & Kalli, 2017). However,  revenue is expected largely from vertical markets 
such as healthcare, manufacturing, field service workers, and design, rather than the 
entertainment sector. 
And although companies like Facebook, Microsoft, HTC, Google and Samsung 
expressed their confidence in VR through billions of investment dollars to develop AR 
and VR technology solutions, the sales numbers for these devices have fallen behind 
expectations as can be seen in the figure below.
(figure 3) Sales numbers of Head Mounted Displays (HMDs) for Q2 of 2017 according to Consulting 
company Digital Media Finland.
In a New York Times article Mark Zuckerberg claims that a lack of good content is 
responsible for the disappointing sales numbers. The faith these companies have for 
VR’s ability generate consumers to invest several thousand dollars into the acquisition 
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of HMDs, is contrasted by bad sales numbers and limited content offerings. Although 
some filmmakers like Chris Milk (2015) praise spherical video for its particularly 
immersive attributes, widely accepted content in spherical video is largely missing. 
Apart from a few mobile games like Pokemon Go (2016) or the Playstation VR game 
Resident Evil 7: BIohazard (2017), there do not currently seem to be many AR or VR 
experiences available that appeal to the audience at large. Facebook for one, so 
Mark Zuckerberg, is prepared to wait for another decade before the quality of the 
content is good enough to activate the large market in the waiting. (Wingfield & 
Isaac, 2017). 
Since VR technologies are currently still emerging, a taxonomy of VR media solutions 
will almost certainly be outdated within a short matter time from writing this. However, 
there do appear to be two major modes of content generation and dissemination, 
originating from fundamentally different creative practices. First is virtual reality as 
VR that creates interact-able 3D virtual environments, akin to the experiences of 
computer games. The other significant medium that is referred to as VR, is generated 
by 360 degree cameras, a development from traditional cinematic media. Both of 
these kinds of VR can be accessed and viewed by use of Head Mounted Displays 
(HMDs) from various manufacturers such as the Facebook owned Occulus headsets 
or HTC’s Vive. In the case of interactive computer generated VR, the HMDs commonly 
include controllers. Spherical video on the other hand does not require much input 
from its audience and can therefore be accessed via simple headsets or through 
smart-phones. In either case, HMDs are responsible for much of the Sensory immersion 
since they replace the sense of vision with the displayed content. The audience or 
user is unable to see anything that is outside the virtual environment, a definitive and 
powerful difference compared to disseminating media on the cinema or TV screen. 
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2.3.4. Spherical Video
Theoretically, it is possible to rig any camera model into a spherical camera by 
combining two or more instances of them into a cluster that is able to map the 
entire sphere surrounding it. The area that each individual cameras is able to cover is 
dependant on a few factors but most directly on its lens. However, while a wide angle 
lens is capable in covering a larger area compared to a telephoto lens, it will also 
distort objects close to it due to a greater axial magnification. In other words, to cover 
the entire 360 degree field of view with wide angle lensed cameras will require fewer 
cameras, but will result in a possibly distorted video depending on the distance of 
the subject to the camera. The more cameras that are being used in such a camera 
cluster, the higher will be the quality of the resulting video, since the 360 degree video 
is a result of all of the combined (or stitched) individual video streams. There are 
currently 360 camera rigs that consist of 16 or more individual cameras. And since 
modern cameras are capable of filming at 4k image quality or more, handling such 
a vast amount of data may challenge even advanced personal computer systems.
(figure 4) The EYE™ Professional VR Camera combines 42 linked black magic micro-cinema cameras. 
Each is capable of recording 1080 resolution video content which means that each single frame contains 
roughly 87 million pixels and with common frame rates starting at 24 frames per second, we can assume 
at least 2 billion pixels per second being generated by this camera cluster.
But disregarding the number of cameras within a spherical camera system, it is 
functionally the same as a cinema camera in that it captures fixed video content. 
Spherical video does not offer the interactivity of a VR experience akin to the VR 
game Resident Evil: Biohazard (2017) where the user can manipulate and interact 
with their surroundings in real time. However, compared to cinema, the audience has 
one additional degree of freedom. And that is the control over their gaze.  
3. Relationships between 
Narrative and Media
While creating a taxonomy of spherical narratives,  I investigates such platforms 
as Youtube, Within, NYT VR, Contraverse or Jaunt VR and I found that there was a 
trend of content that leaned towards Horror, Action, Journalism/Reportage and also 
pornographic material 1.  The narratives contained in above platforms all focused 
on a high experiential element that entices a visceral response over a cerebral. In 
other words, spherical video experiences are at this stage mostly concerned with 
spectacle over narrative. Andrew Darley writes in his book on visual digital culture:
‘ If, ultimately, the spectacular aspect has always been viewed as 
subordinate to and in a sense subject to the control of a repressive narrative 
logic, this is precisely because spectacle is, in many respects, the antithesis 
of narrative. Spectacle effectively halts motivated movement. In its purer 
state it exists for itself, consisting of images whose main drive is to dazzle 
and stimulate the eye (and by extension the other senses).’
It stands to reason, that spherical videos will have to include more elements of cognitive 
16
1  the relationship between pornographic material and spherical video shall not be the focus of this re-
search, but it is noteworthy that the porn industry has driven a number of technologies that have made a vast 
impact on the entertainment sector as a whole and is a catalyst with considerable influence.
immersion through narrative techniques, to create a more nuanced, dynamic and 
ultimately nourishing experience. 
 3.1. Film Narrative and Film Medium
Film historian Tom Gunning claims that early cinema up to 1906-1907 is best thought 
of as cinema of attractions before it developed practices that enabled it to deliver 
complex narratives. (1986) Spherical video appears to be in a similar position, in that its 
outputs appear to focus on attractions. But if we can hope to facilitate a progression 
towards narrative content generation, it may be helpful to examine some of the 
developments of the cinematic medium as it discovered its narrative form. 
  3.1.1. Camera and Lighting
The cinematographer, under the instruction of the director, frames narrative in a 
highly controlled manner and through the perpetually developing cinematic visual 
language, may communicate complex ideas to an audience. 
Camera design has not changed fundamentally in that it captures light through 
a lens for a succession of frames. Light sensitivity has increased, in terms of colour 
and dynamic range and the camera has improved in manoeuvrability. However, 
when media theorist Jakob Nielsen summarizes the narrative functions of camera 
movement in his thesis Camera Movement in Narrative Cinema - Towards a Taxonomy 
of Functions (2007) he notes that most camera movements that we find in movies 
today have been experimented with in the early days of the medium already, the 
development of a narrative language however required time and an ability in the 
audience to recognize and be converse in it. 
An early example of camera technology used as a and narrative device can be 
found in the semiotic exploration of light and shadow. German expressionist cinema 
of the 1910s-1930s for example first explored the underlying meaning of shadow as a 
17
narrative element which was later picked up by Hollywood to form the basis of Film 
Noir as a genre. (Rowe, 1996). 1
Another instance in which narrative function was developed from camera technology 
was the adoption of camera movement. Camera movement as a novelty has 
already been utilized by to the Lumiere brothers, who put the camera on a gondola 
in Venice, onto the elevator by the Eiffel tower or onto a train.
 
(figure 5) Panorama du Gran Canal pris d’un bateau (1896) & Le Tour Eiffel (1900). The former view of the 
house fronts in Venice shot by Lumière-photographer Alexandre Promio is likely to be the first travelling 
shot in the history of cinema.
Actors would initially move in and out of the shot as if coming from the wings of 
a theatre but Edwin Porter’s film Rube and Mandy at Coney Island (1903) used 
motivated camera movement to contextualize characters within their environments 
and therefore inform the narrative. Soon after, panning could be found used to 
create tension by providing an information mismatch between character and 
audience such as done in Stolen by Gypsies (Edison Co., 1905) where the camera 
reveals information to the audience while the protagonist is oblivious to it. In Dream of 
Rarebit Fiend (Porter, 1906) quick camera pans are even used to portrait the internal 
(drunken) state of a character.
Nielsen summarizes the current narrative functions of camera movement as such: 
orientation 1, pacing 2, inflection 3, focalization 4, reflexive 5 or abstract6 (2007)
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1 Orientation: orienting the viewer spatially.
2 Pacing: contributing to the cinematic rhythm of the film.
3 Inflection: making commentative, suggestive or valuative statements.
4  Focalization: associating the movement of the camera with the viewpoints of characters or entities in the  
 story world.
5 Reflexive: drawing attention to the filmmaker, the filmmaking situation, the narrative or stylistic patterning  
 at play.
6 Abstract: suggesting abstract ideas and concepts.
Apart from the narratological function of movement, I want to briefly outline 
the camera in its context as a framing device. As the field of view of the camera 
is restricted, using it is always a  process of deliberate choice between inside and 
outside the frame.
Kristen Anderson Wagner describes in an article on early cinema that multitudes of 
early cinematic experiences recreated theatre productions and vaudeville acts and 
filmed them from a fixed position that imitated the point of view of a theatre patron in 
the third row of an audience 1 . (2007) As cinematic practice developed, the camera 
was understood as a framing device that was not bound to continuity of perspective 
and began to be used to focus the audience on minute details and original angles 
to enrich the narrative otherwise easy to miss in life performance.
Below, are some examples illustrating the meaning we have learned to associate 
with such consideration as the angle of the camera to the object, aspect ratio of 
the projected image, cropping of objects and connotations around negative and 
positive space. 
(figure 6) The intimacy through the close up in Alfred Hitchcock’s Psycho (1960) made this scene one of 
the univerally considered most gruesome scenes in cinema history apart from not seeing any blood in it.
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1 also known as photoplays
(figure 7) The low angle perspective is often used to express a power imbalance dynamic characters as 
seen here in Orson Wells’ Touch of Evil (1958)
(figure 8) Wide shots are often used to put the subject of the shot in a wider context as seen here in 
Kurosawa’s Yojimbo (1961) additionally the perspective suggests a power dynamic between the subject 
and the camera.
(figure 9) Negative space and the contrast between the space that the subject takes up with the space 
that the environment takes up has been used to convey the main characters feeling of oppression and 
anxiety in Sam Esmail’s TV series Mr. Robot (2015-2019)
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To better understand the impact of visual lagnuage in cinematic art it is important to 
consider that the visual content that is collected through the camera is later being 
disseminated by the audience in the movie theatre who constructs meaning through 
their ability to unlock the visual language as they encounter it. French philosopher 
Michel Foucault first described the term of the gaze as an enactment of a power 
dynamic between the person that is looking and the person that is being looked 
at. One example for this one sided enactment is the medical examination process 
between a medical professional and the patient. However, in regards to a movie, 
we find the camera is gazing at the characters of the narrative and the audience 
is participating in an act of voyeurism by witnessing the gaze. (Cartwright & Sturken, 
2001). There has been some critical exploration of the nature of the gaze as a 
representation of the film maker’s bias. This happened most notably by woman’s 
rights activist Laura Mulvey who in a 1975 essay coined the term of the male gaze as 
the mode through which women are commonly objectified in cinematic media. As 
she explains, heterosexual men are in charge of most mechanisms of film making and 
therefore they are in charge of the camera as the principal operator of the gaze, 
which the audience has learned to accept as the norm and which in turn has heavily 
impacted our image of women in society.
  3.1.2. Mise-en-scene
In this thesis, the French term Mise-en-scène shall stand for anything that is placed 
in shot in ways of informing the narrative in some way. This includes wardrobe, art 
design, props and the blocking of actors though one could also include camera 
movement and lighting here. The mise-en-scène may inform the narrative with a layer 
of contextual information as to the period of a narrative (i.e. Stanley Kubrick’s Barry 
Lyndon, 1975), the head space of a character (i.e. David Cronenberg’s Spider, 2002) 
or the unique narrative style of a director (i.e. Tim Burton or Wes Anderson). Sometimes 
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one single prop will be put into drastic dramatic effect as Alfred Hitchcock describes 
in his description of the term of suspense (Truffaut, 1966). Most comprehensively, 
Hollywood has taken control of mise-en-scène in the development of the studio 
system 1 where vast structures may contain anything from an African rain forest to the 
surface of the moon. Several types of narrative were generated from this system as a 
result of the fast turnarounds and comprehensive control that such an environment 
offered, most notably maybe are Soap Operas and Sitcoms.
(figure 10) In Cronenberg’s Spider (2002), wardrobe, props and background give the audience insight 
into the emotional state of the character
(figure 11) The iconic set of the comedy sitcom Seinfeld (1989-1998) was fully controlled in a studio to 
optimize and speed up the process of content generation
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1 The studio system first emerged in the 1920s. Film studios would take over and control the entire process  
from production to distribution. This process was later challenged by syndication laws but is still controlling   
large areas of the entertainment industries to this day .
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  3.1.3. Acting
Acting has its roots in live performance and the requirements that came with the 
practical considerations thereof. One of such considerations was the need for the 
audience to follow the performed actions on stage. Depending on the design of the 
performance space, the audience would be sitting at varying distances and angles. 
Live performers have to be conscientious of this fact and adjust their style of acting 
accordingly. But the camera as the framing device and removed this need and 
enabled performers to use subtlety. Marlon Brando said:
“When the camera is close on you, your face becomes the stage.  
Your face is the proscenium arch of the theater - 30 feet high. And it sees 
all the little movements of the face and the eye and the mouth. You have 
the intensity to act.” (Riley, 2015)
Other ways of interaction between actor and camera have been explored through 
the years such as Klaus Kinsky’s camera spin whereby he rotates around the camera 
into the shot. 
Additionally, the recorded nature of film and the ability of storytelling through editing 
have removed the actor form their need to deliver a complete narrative in one 
long performance as it is practice in live performances. In film it is quite common to 
capture performance in a fragmented way as the scene will be dressed and lit for 
the camera in multiple shots to create ‘coverage’ in a shot - reverse shot pattern. This 
coverage is then used to construct the narrative in the editing suite. 
  3.1.4. Editing
“The essence of cinema is editing. It’s the combination of what can be 
extraordinary images of people during emotional moments, or images in 
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a general sense, put together in a kind of alchemy.”
(Francis Ford Coppola)
While this thesis does not have the capacity to give a comprehensive description 
of the numerous ways in which narrative is constructed through editing, I want to 
stress that it goes beyond the sensory (auditory and visual) manipulation of images 
as captured through the recording device,but also deals with cognitive immersion 
and its sub layers of spatial, temporal and emotional immersion manipulation of 
information. Anton Kuleshov demonstrated the power of editing to create narrative 
during the 1910s and 1920s in a series of experiments. Through the juxtaposition of 
shots he proved that the audience creates meaning that connects the shots. The 
meaning then, and the power of editing lies in between shots. This effect is known as 
the Kuleshov effect.
(figure 12) The iconic set of the comedy sitcom Seinfeld (1989-1998) above depicted is a series of still 
frames from one of the experiments by Kuleshov. Each row represents a sequence of shot, whereby 
the shot of the male actor is repeated and juxtaposed with the middle shot in each sequence. The 
audience would interpret the actors performance differently in each sequence, thereby proving the 
effect of juxtaposition.
Since then, various insights and theories have developed within editing that are 
concerned with constructing narrative. But at its most fundamental, editing revolves 
around this basic concept of influencing the mind of the audience to create their 
own meaning.
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  3.1.5. Genre
“Life is a tragedy when seen in closeup, but a comedy in long-shot”
(Charly Chaplin)
The above quote that is said to have come from the famed actor and director Charly 
Chaplin and is a good example of how closely cinematic conventions inform the 
audience’s understanding of its meanings. To fully address film genre, one has to 
be converse in all the cinematic practices that are involved in creating it and the 
complex societal discourse that brings them forward. Thereby, genre is never fixed, 
but perpetually evolving.
In view of the research aim which is focusing on the first person point of view in 
spherical video, I want to describe first person point of view as a film genre here.
Closely related to the first person narrative style in novels, the audience is experiencing 
the subjective gaze of a character that is part of the narrative. Though as a film genre 
quite small, it has been part of the canon of film at the very beginning. Notably, 
the works of G.A. Smith in Grandma’s Reading Glass (1900) and As Seen Through a 
Telescope (1900) let the audience experience a characters subjective POV.
(figure 13) still frame from G.A. Smith’s As Seen Through a Telescope (1900) POV is used here to convey 
the lustful gaze of the character.
some decades later, Robert Montgomery’s The Woman in the Lake (1947) lets the 
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audience look through the eyes of a detective for the entire duration of a film. The 
film makers went through great lengths to communicate the idea of presence and 
personification by camera techniques that imitate the characters gaze, blocking of 
performers towards the camera and long takes to stay within a temporal continuum 
inside a scene.
The 1947 film ‘Lady in the Lake’ (Fisher) explores the point of view of a detective and 
therefore simultaneously fulfills the genre conventions of POV film and film noir.
(figure 14) still frame from Fisher’s The Woman in the Lake (1947) - the entire movie goes to great technical 
lengths to stay stylistically in the POV, using mirrors, physicality and eye contact to communicate the 
camera as a character
A more recent example is the TV - series Peep Show (Armstrong, Bain, O’Connor, 
2003-2015) where humoristic aspects of perspective and distance in POV are utilized .
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(figure 15)(above) still frame from a kissing scene from Peep Show, 
(figure 16)(below) a behind the scenes still from the same moment in the narrative
Lastly, the recent action horror film Hardcore Henry (Naishuller, Stweart, 2015), uses 
POV in a fast paced action centered narrative that incorporates the conventions of 
spectacle around the action and horror film genre
It may be argued that POV is a meta genre since it seems to be able to sit in a varied 
number of conventions but there are unifying elements to be found that enable us to 
consider POV as a genre in its own right. In each of the above examples, the camera 
is representational for a character of a narrative through whose eyes the audience 
gazes. This is explored through the use of the camera’s height, angle and framing 
and its interaction with other performers and objects populating the narrative. 
Additionally, POV films will often endeavour to create the sense of physicality by 
revealing hands and body (and even the face) of the supposed character expressed 
by the camera. Blinking of the eyes and other natural movement may be mimicked 
and some films adjust the quality of sound to create the subjective way in which we 
hear ‘our’ character’s sounds (voice or other).
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(figure 17) Still frame illustrating physicality in first person POV from the film: ‘Being John Malkovich’ (Jonze, 
2000) 
It is important to point out that much of the representational character here is enacted 
by the camera rather that by temporal manipulation through editing technique. This 
may be due to our own day to day experience of reality as linear and uninterrupted 
flow of consciousness.
 3.2. Film Narrative and the Spherical Medium
Some notable Hollywood directors are critical towards VR media as a whole. Director 
Ang Lee possibly expressed it best at an interview in which he said, “I’m a filmmaker. I 
like to believe my VR is better than your VR.” (Jr, 2016) 1 . This quote seems to elude to 
a shifting agency over the experience away from the historical role of the omnipotent 
director back to the audience as owners of the narrative space. Indeed, depending 
on the specific type of VR as outlined above, the reach of audience agency has 
increased. The audience may not directly interact with characters or objects in 
spherical video, but they do gain control over their gaze within the narrative which 
gives them a powerful tool to construct meaning. 
1 Besides Ang Lee, Hollywood titans like James Cameron and Steven Spielberg have also expressed 
different degrees of scepticism towards VR. 
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There are other limiting factors that may explain the hesitation in Hollywood to 
assimilate spherical video as a narrative medium in its own regard, virtual reality 
sickness 1 being one example thereof. As a consequence, spherical has been mostly 
used for transmedia advertisement for major Hollywood Blockbusters such as 
Alien: Descent (2018), Dunkirk VR Experience (2017) or Deadpool 2 VR (2018).
Nevertheless, some noteworthy companies and individuals  around the fringes of 
Hollywood are experimenting with the potential of the technology as a storytelling 
device in its own right. Film maker Chris Milk and his LA based company Here Be 
Dragons created several highly successful VR projects for the UN that helped raise 
over US$ 5.2 billion in support of Ebola Victims. Nonny de la Pena and her company 
Enblematic Group managed to gather, support and talent from Electronic Arts, Lucas 
Arts and even the still doubtful Steven Spielberg, to create narratives in a range of 
VR media including spherical video. However, it is noteworthy that both companies 
currently generate content that lies foremost within the conventions of documentary 
and journalism which seems to confirm a current trend that is also found in the New 
York Times’ spherical video channel Bill Gates who uses it similarly in his philanthropic 
work.
Since my approach to spherical video eventuates around the genre conventions 
of the first person POV, I want to briefly discuss two instances in which cinematic 
processes have been applied to spherical medium in POV.
1 A further explanation of Motion sickness and how it affects VR can be found in the appendix.
2 however the experiences that were accessible through the website seemed far removed from the 
cinematic experiences that one has come to associate with Steven Spielberg and appear to focus on purely 
experiential or reportage style of narratives.
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 EXEMPLAR A: THE ARGOS FILE (2017)
(figure 18) Production still from The Argos File (2017) showing the main character with the OZO 
camera.
The Argos File is a Science Fiction short film in which the audience takes on the persona 
of a detective that has to relive the last moments of a murder victim. The short was 
directed by Josema Roig and produced in collaboration with Nokia. 
Executive producer Alex Henning broke down the production of this short film in a 360 
film-making master class presentation where he stressed the importance of location 
and discussed strategies how to hide the apparatus. The production still shows the 
main actor wearing the camera on top of his head with a scarf underneath obscuring 
his face. Thus the audience is able see the body of ‘their character’.
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 EXEMPLAR B: THE LIMIT (2018)
(figure 19) Screenshot from The Limit
The short film by veteran director Robert Rodriguez stars well known action film star 
Michelle Rodriguez. The plot of the movie resides around the idea of ‘being inside 
an action movie’ with Rodriguez’s character as a focal point that leads through the 
narrative.
It is noteworthy that the film is not fully spherical but utilizes only 180 degree field 
of view. In an online interview, Robert Rodrigues explains that he noted people 
experiencing a restlessness when watching full spherical content and thus decided 
on this half sphere approach (Regev, 2018). The shape of the half sphere is in effect 
a frame that can be harnessed to guide audience attention in the classical tradition 
of film making as discussed above and results in an overall experience more akin to 
watching a movie on a cinema screen. 
The other notable directorial choice in this film was the occasional point of view shift 
between first and third person. Rodriguez appears to meander between the two 
modes in order to achieve scene transitions or to employ camera trick movement 
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shots like dolly and crane shots which are consistent with established cinematic 
practices, but incompatible with the limitations of a first person point of view. The half 
sphere approach and the inconsistencies in the point of view perspective make this 
film a good example of a hybrid between classical Hollywood film making and the 
discovery of a new film language specific to this medium. 
  3.2.1. Practical Research
I assembled a simple spherical recording device by taking a so called Vuze camera 
from the manufacturer under the name of Humaneyes and combining it with a bike 
helmet. 1 
(figure 20) Photograph of the Vuze camera mounted on a helmet.
With this device and the help of a number of Unitec dancers and actors, I captured 
data with the objective to explore the basic functionality of the recording device 
under various conditions such as movement, lighting conditions and lens distortionand 
stitching. Some first simple narratives were recorded in the form of interpretive dance 
and improvisation. These simple explorations were largely informed by my contextual 
research around spherical video.
The body of work resulted in a total of 52 spherical videos that can be accessed via 
Youtube.  The following pages feature cropped still frames of an equirectangular 2 
1 further description of the camera device in Appendix 
2 Equirectangular refers to a visual representation of spherical video that can be likened to the spread out 
peel of an orange forced to fit into the shape of a rectangle. This results in a distorted image towards the top and 
bottom of the frame.
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(figure 21) Animal fight - cropped still frame - movement study involving environment and proximity (2019)
(figure 22) Car Park encounter - cropped still frame  - exploring environment and space (2018)
(figure 23) Car Park encounter - cropped still frame  - incorporating spatial relations with dancers (2019)
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(figure 24) Accident - cropped still frame - exploring perspective, lighting, physicality, dialogue and prox-
imity (2017)
(figure 25) Working - cropped still frame - exploring lighting and physicality (2017)
(figure 26) Squash - cropped still frame - exploring chaotic movement and physicality (2017)
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(figure 27) Acting Workship 1 - cropped still frame - exploring proximity, eye contact, dialogue (2017)
(figure 28) Dance workshop 1 - cropped still frame - exploring proximity, eye contact, chaotic movement 
(2018)
(figure 29) Beach - cropped still frame - exploring physicality (2017)
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representation of some of the spherical videos that were created through this 
process 1 .  
  
The objective of the next part of my practical research was to apply cinematic 
practices to the re creation of a film scene within spherical video while obeying the 
genre conventions of first person POV . 
My criteria that informed the selection process of the scene that I intended to recreate 
presented my accumulated observations at that point in time and are summarized 
below:
1.  A low number of performers to the audience’s comprehension of the   
 narrative through fewer variables in orientation
2. Simple blocking with little movement avoids motion sickness
3. The environment represents a crucial dimension of immersion and comprises  
 most of the area in spherical video. A contained and controllable    
 environment that offers texture and detail is ideal.
4.  Eye contact and physical proximity is an effective means of gaining   
 attention in spherical video.
  3.2.2. Re-enacting The Godfather
I chose the opening scene of Francis Ford Coppola’s iconic gangster film ‘The 
Godfather’ for the above criteria. Additionally, the film’s iconic status provided 
abundant material with respect to every aspect of the cinematic processes around 
the making of the movie.  
The movie, of course, is universally considered a masterpiece of cinematic storytelling 
and may never be replicated in VR, film or any other medium to the exact same 
effect, since it is the product of a unique set of people and talent supported by the 
specific character of the studio system of the 1970s. 
1 The videos can be accessed via youtube at: https://bit.ly/2Ko55AV
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1 up to that date, scenes would commonly be filmed over exposed to make every detail visible
Below I indicate a few of the general consideration that involve the creation of the 
scene while discussing them within the context of my recreation in spherical video.
   
3.2.3.1. Camera and Lighting
 Lighting
Gordon Willis, the Director of Photography on the movie, was later given the title ‘Prince 
of Darkness’ in acknowledgement of his innovative and ground-breaking approach 
to light and shadow. The previously unthinkable style of lighting was directed in a top 
down fashion in order to create heavy – face obscuring shadows.
 “I didn’t give a shit whether I saw their eyes or not. My thought was 
that it was better not to see their eyes in some scenes. It seemed more 
appropriate not to see their eyes because of what was going on in their 
heads at certain moments.” 
(Schaefer, Salvato, & Bailey, 2013)
Willis’ choice to shoot the film in that way combines the state of the art of camera 
and lighting technology at the time as well as bold creative choices that informed 
the narrative 1. 
Due to the limitations of the spherical camera model at hand, I was not able to 
manually adjust the exposure levels and had to rely on digital darkening techniques 
on the computer. Additionally, the nature of spherical make it challenging to utilize 
cinematic lighting equipment without revealing the mechanism. However, since the 
original scene contains several sources of practical lighting, I was able to mold the 
light to some degree.
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 Framing 
The original scene of the movie starts on a close up and remains mostly in the range 
of close or medium close ups.
Since the spherical camera maps an environment omnidirectionally, it was evident 
from the onset, that the medium is incompatible with the traditional understanding of 
camera framing and new approaches have to be found. Trans media artist M Eifler 
(2016) explains her approach to framing in an article on spherical cinematography. 
Since the control of the gaze is now partially in the hands of the audience, not unlike 
a flashlight that is used to see in the dark, a frame may be found in the technology 
used to access spherical video. Below figure depicts the vertical coverage of an 
object in relation to its distance to the recording device. The green area marks the 
area that is cropped when watching the content through Youtube in monoscopic 
view mode. It is of note that the cropping factor changes when accessing the same 
content with HMDs 1.  According to Eifler, the frame is found in the cropping factor, 
thereby a close-up may still be achieved through physical proximity of the subject to 
the camera 2 . 
A second observation can be made from the graph in regards to the exponential 
relationship between the distance of an object to the recording device and its 
perceived coverage when projected on the surface of a sphere. It shows that the 
visual impact of an object or character increases or decreases dramatically with its 
distance to the camera device. 
1  The human eye, without any headset, has an  average  field of view (FOV), of 210 degrees horizontally  
 and 150 degrees vertically. Headsets are not yet able to accost that with the two most popular HMDs   
 HTC Vive at 100 horizontal degrees and about 110 vertical degrees and the Oculus Rift CV1 is about 80  
 horizontal degrees and about 90 vertical degrees. No doubt this restriction will be resolved sooner or later  
 (there are already headsets out there that promise 170 degree and more such as the XTAL by startup   
 company VRGineers). But either way, the user/audience is still free to move their head around   
 and explore the full sphere of content around them.
2 However, since the camera in this experiment takes on the point of view of a character in the narrative,  
 proximity of the subject has its own connotation. 
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(figure 30) M Eifler demonstrates that the coverage of a person or object decreases exponentially with 
increase of distance to the camera. The green colour marks cropping of the specific mode of viewing.
 Camera Movement and Perspective
As outlined in my research question, I tasked myself to capture the content in a first 
person POV through the helmet device. The original scene starts in a deliberate 
imitation of the Godfather’s POV, however, as the camera tracks back and around, 
the perceived POV changes fluidly from first to third person. This was not possible to 
achieve in 360 without revealing the mechanism or abandoning the POV as Robert 
Rodriguez did in the above exemplar. In the spirit of exploration however, I filmed 
the scene from three different perspectives in order to generate material that could 
be used edit the scene in imitation of the original and as a substitute for camera 
movement. 
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   3.2.3.2. Mise En Scene
 Art Department
The scene was set in a home office space of the 1920s. Dean Tavoularis, the production 
designer of the movie created a tightly packed environment inside the room. 
Hardwood floors, oriental carpets, a mini bar and some beautiful furniture which, to 
the studio’s frustration, where then all to be drowned in shadows by Coppola’s and 
Willis’ lighting design.
Securing a location that was built in the style of the period, proved critical in the 
attempt to create an immersive environment and confirmed my earlier findings, that 
the role of the location as a character plays a significant role in the immersive effect 
of spherical video.
 Blocking
The original scene is simple in terms of the movement of the characters. In fact, they 
remain seated for most of the scene and only move in two instances. As a result, the 
likelihood of motion sickness in this experience is negligible. The clear line of action 
in the scene facilitates orientation of the audience towards the unfolding of the 
narrative. 
   3.2.3.3. Acting 
With the camera’s decreased ability to affect framing in spherical, the actors did not 
have the opportunity to use acting techniques commonly employed when acting for 
the camera close up and the performers had to consider that the audience was not 
necessarily hanging on their lips. During the rehearsal we discussed the idea of acting 
to gain attention with animated body language. The blocking of the original scene 
however, asked for subtle acting which was mostly executed through the delivery of 
the lines and less through the movement of the body. 
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   3.2.3.4. Post Production
Aigars Ceplitis’ writes in his paper entitled The Friction of Aesthetics and Narrative 
Taxonomy in 360 Films (2017) about the challenge of editing within a scene. Since the 
spherical nature of the content means that the audience has to re-orient themselves 
after each cut, editing becomes distracting. This is especially true when the cut 
happens within the same environment, since already established spatial relationships 
have to be re-examined in all directions. My own findings confirmed this hypothesis 
when imitating the editing of the original scene and the eventual preferred version 
does not contain any edit.
Immersive director Jessica Brillhart describes a new approach of editing between 
scenes in her article entitled In the Blink of a Mind (2016) . According to her, as the 
editor analyses the sphere, they should attempt to find points of interest (POIs). POIs 
are areas in the 360 image that most likely draw the attention of the eye through 
blocking, art department, colour, light or movement.  These ‘draw-in points’ may then 
act as points of transitions to the next scene. Arguably, this is a close approximation 
of a match cut though it involves speculation as to the audience gaze as a central 
element. 
In this context it is of note that Youtube has recently added a functionality that 
visualizes eye trace in VR through heat maps, thereby identifying POIs 1 . 
1 This feature however requires a database of one thousand viewers in order to be accessible, 
which prevented me from using it for this exploration.
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(figure 31) Heatmap of eyetrace for acclaimed VR short film ‘Pearl’ (2017)
   3.2.3.5. Genre
The Godfather is a gangster drama with elements of a thriller, but it is most acclaimed 
for its depiction of domestic life of a Sicilian-American family as it unfolds around 
the dinner table, at weddings and other family events. The editing in throughout the 
movie has been praised for the gradual unfolding of the story. The entire narrative 
is played out in three movies that total 539 minutes and so we witness a story that is 
being told patiently without having to rely on spectacle. When  we consider that the 
average VR session time in the USA in 2017 comprised of around 40mins 1 recreation 
the entire epic in spherical video appears ludicrous.
 
  3.2.3. Outcome
My process of reproduction of the cinematic processes involved in the original film 
was not bolstered by the means of a Hollywood studio. However, I am confident that 
I was able to demonstrate that many of the established cinematic conventions of 
1 according to statista.com
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production are unsuitable for spherical video.
Film journalist Chris O’Falt recounts the negative audience reaction to a spherical 
video installation by Hollywood directing master Terrence Malick. (2018) During the 
2018 Tribeca Film Festival, Malick collaborated with choreographer Jon Boogz to 
create a spherical narrative around the emotional theme of ‘breaking down barriers’. 
O’Falt describes Malick’s attempt to use cinematography in the distinct way that 
movie audiences have come to expect from him. In this context however, so O’Falt, 
Malick has failed to create an immersive experience and has to consider himself to 
be a student yet again. 
With my own exploration thus put in context, we may want to approach The Godfather 
in spherical more in ways of literary adaptation in film. British professor of Literature 
and Media Kamilla Elliotts discusses the adaptation process in an article called Film 
Adaption: Form/Content Dilemma (2004). One such approach, she writes, might 
reside with what she refers to as the psychic model according to which the spirit 
of the narrative has to be considered paramount to the form that may be unique 
to the medium. While this approach still leaves specific practices in spherical to be 
unearthed, it reminds us to focus on the essential elements of a narrative of the source 
material as a guide and not to be beholden to the practices of one medium when 
adapting it to another. 1
 
  
1 The videos can be accessed via youtube at: https://bit.ly/2ERch59
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(figure 32) Godfather Re-enactment screen grab: the beginning of the scene
(figure 33) Godfather Re-enactment screen grab: Bonasera moves up close to whisper into Don vito’s 
ear. The cropping of the frame through the headset may create an effective close up
(figure 34) Godfather Re-enactment screen grab: eye contact established between camera and Bona-
sera
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(figure 35) Original scene screen grab: the movie starts with a close up of Bonasera
(figure 36) Original scene screen grab: the original scene covers this action from a different POV, facing 
Don Vito to explore his expression
(figure 37) Original scene screen grab: the eye contact between the two characters is covered from a 
third person POV
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 3.3. Theatre Narrative and Theatre Medium
While searching for spherical video content, I noticed that many directors and actors 
referred to the experience of acting and directing as being close to the practice of 
theatre. Randal Kleiser, Ron Underwood and Tanna Frederick talk about this in regards 
to the 360 series Defrost (2018) and so does video strategist Phil Nottingham (2016) on 
the media platform Wistia.com and it was my own observation that the performances 
as well as the blocking and the scenography in spherical video felt more akin to 
experiencing a live performance than watching a movie. Since cinematic practices 
do not seem fully transferable to spherical video, I decided it worthwhile to include 
an investigation into theatre conventions and  techniques in my exploration.
  3.3.1. Theoretical research
In an essay under the title of: Some thoughts on Playwriting (1941), renowned 
playwright Thornton Wilder described what he considered the four aspects that make 
theatre unique. They are:
1. The theatre is an art which depends on the work of many collaborators
2. It is based upon a pretence and its very nature calls out a multiplication of  
 pretences (i.e. people put on masks or characters pretending to be   
 someone else and we as audience buy into that illusion with no qualms)
3. It is addressed to the group-mind (it needs an audience)
4. Its action takes place in a perpetual present time (theatre is always   
 about the now)
Firstly, collaborative practices are an important factor in creating theatre. As outlined 
in my exploration of cinematic practices, film too relies on the combined efforts of 
performers and crew, which marks a common denominator between the two media. 
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Secondly, the narrative that is encountered in live performance is constructed. This 
too applies to film and as mentioned earlier, is referred to as suspension of disbelief. 
Thirdly, theatre needs an audience. The alchemy between audience and theatre 
performer is a many faceted and integral part of theatre and moves beyond the 
cinematic gaze into a more reciprocal relationship. Performance arts lecturer Deborah 
Newton describes this process as metacommunicative performative competence 
(MPC) and goes on to describe it thus:
‘[...] performativity proposed by performance is not captured in 
traditional cultural dualities such as transmitter-receiver, active-passive 
or even performativity-expressivity, but by the collapsing of such terminal 
binaries. It is this dissolution of dualities, blurring of boundaries and fusion of 
dichotomous oppositions affecting the creative process that result in the 
transformative power of performance.‘ (2014)
While theatre performances may vary in the extent of this interactive element, it is 
important to note that it is an indispensable part of theatre experience.
Last on Wilder’s list is concerned with the temporal nature of theatre. As theatre is 
created, it is immediately disseminated by the audience and then irretrievably gone. 
Theatre practitioner and theoretician Peggy Phelan writes ‘Performance’s only life is 
in the present.’ (1993). 
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3.3.1.1. Proscenium and Stage Interaction
The stage, as the physical place that traditionally houses the live performance, has 
gone through many transformations in its millennia spanning history. Amongst the 
most important may be the Greek invention of the proscenium arch 1  . in its function 
as a clear delineation between performance and audience. Theatre historians Tanit 
Mendes and Janet Tulloch describe the proscenium in their paper: Set Design as 
Cosmic Metaphor: Religious Seeing and Theatre Space (2006) as a departure from 
communal political dimensions of theatre towards an authoritarian mode of delivery 
of spectacle towards an audience of spectators:
‘[...] as a means to emphasize the artistic value of theatre. Audiences 
could watch the “living picture” on the stage that was separated behind 
a “frame.”’ (Mendes & Tulloch, 2006)
Through it, the audience learned to perceive itself more as onlookers as opposed 
to actively engaged participants. The resulting relationships between audience and 
the narrative have translated into cinema where it can be encountered within the 
design of most movie theatres with their “front-back orientation”. 
Theatre theoretician Teresa Sarkela describes modern theatre audiences as collectives 
of individuals an the proscenium theatre as a conduit that facilitates this perception. 
(2015): 
‘From this type of perception, distinct separation between the spectator 
and the performer occurs, further allowing for individual sensory knowledge 
and psychological interpretation of art to take place. In contemporary 
audiences, it is more common for the individual perceptions to rule over 
that of collected perceptions.’ (2015)
1.  Originally a space in front ot the stage, the proscenium a vertical construction that frames the stage was  
 generally agreed to be the one in Parma, Italy, in the Teatro Farnese, built in 1618. 
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However, the proscenium, as a membrane that separates audience from the live 
performance has often been challenged, bend, broken and obliterated.
Performers may act on a stage within a narrative and suddenly address or 
acknowledge the audience through the proscenium, which is referred to as breaking 
the fourth wall 1. Another challenge of the proscenium theatre can be found in 
Brazilian theatre practitioner Augusto Boal. He criticized the delineation of audience/
performers as an authoritarian form of theatre that has been misused to enforce 
political agenda. In response he developed ‘Forum theatre’ where he encouraged 
the audience, that he re-labelled as ‘spect-actors’, to come onto stage and take 
control of the narrative as a way of empowerment and political activism. (Boal, 1985)
Environmental theatre of the 1960s also endeavoured to dissolve the barrier of the 
proscenium by encroaching onto the seating area of the audience, sometimes 
moving up close to them. Sarkela found that this type of theatre was not entirely 
successful in achieving immersion  as the actors would often move too close to 
the audience members that were conditioned to the distance that comes with 
the traditional proscenium style theatre. However, the recently re-emerged form of 
Immersive theatre, often incorporates the environmental concepts of performance 
in putting performers and audience in the same space. Theatre companies such as 
Punchdrunk and You Me Bum Bum Train create elaborately designed spaces that may 
transport the audience to fantastical settings and at times the audience is coaxed to 
travel through a series of spaces while exploring different modes of interactivity with 
the performers.
1 the fourth wall being the proscenium arch
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3.3.1.2. Proscenium as Framing device
Apart from the separating aspect of the proscenium arch, it also works as a frame 
through which the audience has learned to expect the narrative to take place.
As outlined above, early cinematic practice, would initially adapt the fixed nature of 
the proscenium arch as a framing device in its creation of so called photoplays. The 
camera was positioned so as to cover the entire stage and in imitation of the POV of 
a theatre patron who is sitting in the third row while watching the play. But film theorist 
Rudolf Arnheim describes the camera overcoming the limitations of the proscenium 
stage, as the camera actualizes its own capability of framing, and through the power 
of the cut, its ability to depict varying spatial and temporal relations at apparent 
ease (1932). If we consider the frame as a function to focus attention and provide 
original perspective, we have to admit that the cinematic frame allows for far greater 
specificity and control compared to the proscenium arch.
While theatre may use acting, scenography, and practical effects to focus audience 
on elements of a narrative, it can not rule out that the gaze of the audience may 
wander. An actor on stage may cry and the audience may be naturally drawn to 
consider the performers face, but they are free to drift off and perhaps take in the set 
or other actors that cohabit the scene, whereas the cinematic close up commands 
focus. 
The above mentioned movement of environmental theatre has embraced the 
unpredictability of the audience gaze and utilized multiple-focus theatre. In it, multiple 
pieces of narrative may happen simultaneously in order to heighten the enveloping 
and immersive aspect of the environment.
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 3.4. Theatre Narrative and Spherical Medium
An increasing number of immersive theatre productions choose to incorporate VR 
technologies into their narrative. One noteworthy example of this is ‘The Horrifically Real 
Virtuality’ by DVstudio. It uses real time motion capture to combine live performance 
with digital avatars in interaction with the audience in a digital environments.
(figure 38) A performer within ‘The Horrifically Real Virtuality’
However, while immersive concerts or sport events have been recorded in spherical 
video and enjoy great uptake and platforms such as Jaunt or NextVR, I have not 
found noteworthy examples of spherical recordings of theatre events. 
Theatre might not yet have found a creative use for spherical video as a medium, but 
VR filmmakers see great value in theatrical practice to inform their own.
VR filmmaker Skye Von describes 4 Lessons Virtual Reality and 360 Filmmakers Can 
Learn From The Theater (2016) in an article on uploadvr.com. One noteworthy insight 
here was the emphasis on every performer within a scene is taking on a  fully flashed 
out character, since they may be object to the audience gaze at any time and have 
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to narratively stand up to this process of examination. She also discusses the narrative 
pacing between film and theatre in favour of the slower narrative delivery in theatre, 
since it allows time for the audience to discover and thereby construct the narrative.
  3.4.1. Practical Research - Actor Intervention
On two separate occasions, I collaborated with a group of Unitec acting students 
in a so called actor interventions. The actors would abandon the classical stage 
and interact with spectators in a public area. Furthermore, the actors would all wear 
character masks to facilitate the development of characters.
During the first actor intervention, the actors would appear during a local festival where 
they interacted loosely with the festival patrons. These interactions happened around 
stores and food trucks and on a small stage. The second interaction happened on 
the busy main street in Auckland’s central business district. This second intervention 
was also informed by the loose narratological concept, where the actors had to 
enact a story challenge.
  3.4.2. Outcome
Spherical video is not able to replicate the experience of theatre in its interactive 
dimension and the resulting spherical video functions foremost as an archival 
recording of a live performance. 
However, as a recording device of life performance, spherical manages to recreate 
an experience that aligns naturally with the way in which the audience is used to 
encounter live performance. Since the audience gaze is not forced through the 
camera frame as it would be when filmed with traditional cameras, the audience 
can find and construct narrative as informed by the actors more freely.
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Additionally, the live performances happened away from the classical theatre stage 
in a  more environmental approach. Therefore, the proscenium arch as a distancing 
device has fallen away and the audience is, on a visual level, fully immersed in the 
narrative while watching it through a HMD.
Lastly, the use of masks by the performers proved an interesting factor to feature the 
performers more clearly as a focus for the audience. This consideration in particular 
appears to be worthy of future exploration in terms of gaze control and narrative. 
 
 
1 The videos can be accessed via youtube at: https://bit.ly/3164rxZ
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(figure 39) Cropped still frame of Actor Intervention #2 (2019)
(figure 40) Cropped still frame of Actor Intervention #2 (2019)
(figure 41) Cropped still frame of Actor Intervention #2 (2019)
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(figure 42) Cropped still frame of Actor Intervention #2 (2019)
(figure 43) Cropped still frame of Actor Intervention #1 (2018)
(figure 44) Cropped still frame of Actor Intervention #1 (2018)
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3.5. Spherical Narrative for Spherical Medium
Spherical film makers around the world are starting to discourse as to the nature of 
the most suitable form of narrative in this medium. Stanford D school researcher Katy 
Newton sees it in the following way:
“[...] storytellers have to behave like a matador, waving the red  
cape in the direction they want the audience to run, knowing that the 
power ultimately lies in the audiences’ hands to see what they want to 
see, hear what they want to hear and form their own stories about what 
they have experienced.“ (Newton, 2016)
The Latvian researcher Aigar Ceplitis (2017), who I referred to above in relation to 
editing in spherical media, considers the ‘rhizomatic narrative’ a suitable conduit of 
spherical video 1 . Such a narrative has multiple non-hierarchical entry and exit points, 
resisting chronology and dualist categories. 
My own explorations around narrative processes within the practices of film and 
theatre are synthesized in a final spherical experience. Below is a brief rundown of 
some of the considerations that informed the initial outlining of the project.
  3.5.1. Genre
“I abandon myself to the fever of dreams, in search for new laws.”
(Antonin Artaud)
With the above quote by Artaud in mind I decided on a dream as thematic object 
1 rhizomatic narative is a fusion of the rhizome as defined by philosophers Gilles Deleuze and Félix Guattari 
 and classic narative canons (2017) 
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of my exploration. Artaud made this remark in relation to his own endeavour to find 
new rules of theatre practice 1  and as the person who coined the original meaning 
of virtual reality, it seemed opportune to let him inspire my last inquiry in this thesis. 
My research points towards narrative styles that encourage the audience to explore 
and discover meaning over narrative that relies on the audience to pick up and 
process information in a purely linear and prescribed way.  Though dreams are 
believed to have their own rules as postulated by Carl Jung and others, they remain 
enigmatic to this day. The rules of conventional reality may not apply in a dream, 
sound, vision and our own body may not behave in a way we are used to and the 
mystery found in the vagueness of dreams provides room for interpretation. 
  3.5.2. Locations and Art Department
The locations were picked for their ability to manipulate the gaze (i.e. tunnels, 
corridors, flights) as well as spatial relations (i.e. the contrast between  confined open 
spaces) and elevations (i.e. stairs and levels) as well as pre existing lighting conditions.
  3.5.3. Blocking And Acting
In line with the surreal genre of dreams I had the performers utilise masks with 
enlarged facial expressions and encouraged them to take on archetypical persona 
that I refer to as demons. Movement of the camera through the helmet bearer is 
blocked with stability in mind, but alters between static and moving as she is chased 
by the demons. Lastly, performers were blocked in different directions and elevations 
towards the helmet bearer at the centre at all times. 
  3.5.4. Camera and Lighting
Since camera framing is largely in the hands of the audience through their application 
of the HMD, natural frames through location and blocking have been used as 
1 A form of theatre that was called Theatre of Cruelty as originally devised by Henry Becque, but further  
 developed by Artaud as Theatre that: ‘inspires us with the fiery magnetism of its images and acts upon us  
 like a spiritual therapeutics whose touch can never be forgotten.’ (1958)
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mentioned above. Additionally, lights have been placed to be used to further guide 
attention of the audience.  
  3.5.5. Post Production
Jessica Brillhart’s above outlined theory of transitioning by using POIs has been 
explored. Blocking, lighting, sound design 1 and location informed the process of 
choosing POIs for the creation of match cuts. At the same time, editing within a 
location has been avoided to facilitate orientation.
1 Ambisonic sound is the auditory equivalent of spherical video and can be utilized through modern post  
 production software such as Premiere Pro 13.1.2. Through it sound sources can be assigned in spherical  
 space and thereby direct attention
(figure 45) Cropped still frame from Dreams (2019) - tunnels were used as a tool to manipulate the gaze
(figure 46) Cropped still frame from Dreams (2019) - exaggerated gestures were used to focus the audi-
ence towards the performers
(figure 47) Cropped still frame from Dreams (2019) - proximity, physicality and eye contact are used to 
enhance 
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(figure 48) Cropped still frame from Dreams (2019) - lighting was used to accentuate action and focus 
the audience
(figure 49) Cropped still frame from Dreams (2019) - locations were chosen for their ability to focus and to 
provide elevations 
(figure 50) Cropped still frame from Dreams (2019) - performers were blocked concentrically towards the 
helmet bearer
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4. FINAL CONCLUSIONS
Practices around film, theatre and spherical video continue to evolve with the 
societies that produce and disseminate content through them and will continue to 
do so for as long as they are being utilized. My research has revealed that the way 
in which each of the three media filter narrative is unique to their intrinsic nature. 
Therefore neither film nor theatre practices can provide a comprehensive blueprint 
of constructing narrative in spherical. 
However, the theatrical practices found in environmental theatre with their multiple 
focus points and immersive scenography as well as the performance types that arise 
from the temporal continuity in live performance, have provided promising fields 
of further study. Cinematic practices like editing, lighting, camera movement and 
framing on the other side have proven problematic within the context of spherical 
video. 
Directors of spherical video have to re-define the role they play in the construction of 
narrative where they have to account for the wandering, investigating and possibly 
challenging gaze of their audience. The gaze can no longer be prescribed by camera 
framing, but will have to be subtly influenced through performance, sound design 
and environment. Spherical video may constrain the ability of the director to convey 
ideas with the precision that is on offer in cinematic practice, but  the immersion of 
the audience that is gained through empowerment and freedom while still providing 
a narrative framework as a guide, make this medium a valuable addition to the 
canon of media today.
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 About Me
In order to better understand the practical and theoretical approach I am 
going to undertake, I believe it to be important to give some context about 
me as a person. My creative background is in film and TV where I have been 
active as a freelance drama editor for the last eight years. During that time 
I have collaborated with directors like Vincent Ward and Sima Urale and 
am currently working as a contractor for Mediaworks on several TV sitcom 
formats. My main interest is in storytelling through moving image and the 
range and specificity of emotions that can be conveyed through it.
When the idea to make a Master’s degree on the medium of spherical 
video presented itself, I was interested to see if this medium can be used in 
way that is as precise and powerful as film. First experiences as a consumer, 
certainly seemed to suggested thus. However, seemed clear to me that the 
potential of the medium has not been reached, hence the focus of my thesis 
on this emerging practice.
 The POV device
I acquired a 360 camera from the company Humaneyes. Their Vuze model 
generates spherical video by stitching four HD video streams and can even 
generate stereoscopic video by using for additional cameras, although I 
have found that the resulting files are too cumbersome to handle with my 
2016 MacBook Pro. I combined this camera with a simple Bike helmet to be 
able to wear it as a head-mounted device. While a good beginners camera, 
it had limitations, such as an inability to adjust exposure or focus manually 
and a limited resolution. 
Vuze camera:
Optics
Sensors   8 Sony FHD image sensors imx408
Media FOV   360o x 180o (Full Spherical)
ISO    100-1600
 
Video/Image
Spherical Resolution 4K (per eye)
Frame rate   30 fps
Bit rate   120 MB/sec or 80MB/sec (configurable by app)
360 Video Format  mp4
Video Compression H.264
 
 HMDs and MOTION SICKNESS
The issue of motion sickness is well recorded and discussed amongst VR film 
makers and developers. Therefore I knew that it would confront my own 
work with obstacles. To gain a first hand insight I created a series of videos  
where the recording device would be in different modes of movement, 
ranging from stillness to linear movement on vehicles like a car or a bicycle 
to chaotic movements in a fight or while running, dancing or playing sports. 
The results confirmed that perceived movement of the camera can lead 
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to disorientation and discomfort since the visual stimuli are at odds with the 
other senses of the body; one sense telling the brain that we move, the other 
sense telling the brain that we are stationary. (Mason, 2017) In other words, 
the virtual reality is so convincing that our brain is seriously conflicted. 
This effect however may not always be detrimental, sometimes a film 
maker may want to achieve a feeling of unease and even sickness in 
their audience. Arguably, New Zealanders in particular are drawn to this 
style of film making if one is to believe the premise of the award winning 
documentary called Cinema of Unease:  A personal Journey by Sam Neill 
(Neill & Rymer, 1995) 
Approaches to counter this effect include traditional motion sickness 
remedies like Dramamine and Scopolamine, wearing a nerve stimulating 
wristband, galvanic vestibular stimulation (electrical currents applied behind 
the ear) (Zhang, 2015) or more subtle methods like inserting a virtual nose 
into the field of view (as a fix point), adding a virtual cockpit (to create a 
cognitive point of separation) or reducing the field of view during motion to 
create a kind of tunnel effect. (Statt, 2016)
And then there are some people that venture it is just a matter of time until 
people get used to the technology and gain their ‘sea legs’ 
But for the sake of developing a methodology of VR practice one has 
to either circumvent known causes of motion sickness or incorporate 
those effects and potentially decrease ones audience to its hard core of 
cinephiliac masochist.
 First Explorations - Some Production notes
Playlist at:
https://bit.ly/2Ko55AV
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Re-enacting a Film scene - Production Notes
Playlist at:
HTTPS://BIT.LY/2ERCH59 
LOCATION: NATHAN HOMESTEAD
(above) the original villa as featured in The Godfather
(below) Nathan Homestead
(left) Marlon Brando as Don Vito Corleone
(right) Terry Moffitt
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(left) Salvatore Corsitto as Bonasera
(right) Murray Knock
Production still from the set of the Re-enactment
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Production notes on the 
final Spherical Exploration  
The Script
Dreaming
Int - Car - Day
I am sitting in the passenger seat of a driving car. We are hurtling through a long 
tunnel. I can’t really make out the face of the driver. In front of me, the end of the 
tunnel is a blinding eye in which I will inevitably drown. As I move towards it, I hear 
myself saying:
“As a little child, I had a dream that I was locked inside a golden egg which floated 
through the Universe. Everything was pitch black, there weren’t even any stars, 
I’d have to stay there forever, and I couldn’t even die. There was only one hope. 
Another golden egg was flying through space. If it collided with my own, both 
would be destroyed, and everything would be over. But the universe was so vast!”
I finish the last sentence in the whiteness that is the end of the tunnel
[Transition is a flood of white]
[Cut]
Ext - Yard - Day
I awake on a concrete floor. I find myself in a small yard. It is crammed here. An 
old brick building surrounds me. It looks like a large structure. There is a person in a 
white gown on the second floor, banging against the window…the person is yelling 
something at me, but it is hard to make out the words, the sound is muzzled and 
distorted…a warning? – he/she is pointing at something behind me.
Another person approaches from behind me where there is a small corridor. An old 
woman, she looks me in the eyes – 
“Where have you been all my life? All I wanted to be, was to be respected, not 
owned. And yet, sometimes I think I would prefer that rather than to be [pause]  
invisible. 
And it will come for you too  [pause] the emptiness…[pause] There it is”
She touches her hair up and looking at me coyly…red lipstick on withered lips. 
I look back into the yard. A door opens and in its frame is a darkness, a black dot 
that is spreading. I look back at the old woman.
She approaches me with arms wide spread. 
   “It’s ok, we can hold each other!”
I pull away and push past her, leaving both, the woman and the spreading darkness 
behind me. The corridor is short and opens onto a larger yard. I see grass and some 
trees, but still the building seems to surround me, even though I am further away 
from it now. The blackness catches up with me and takes up my entire field of view 
except for a small pinhole through which I see the yard, before that too vanishes.
[Cut]
Int - Tiled Room - Day
Neon lights throw cold light onto the tiled walls. There is graffiti. The room is dirty. A 
man with a Lions head leans against a wall. I am bound to a chair. The lion man 
speaks. 
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“I wake up, I eat, I go to bed, those are the circles of my life. I wake up, I eat, I go to 
bed. Those are the circles of my life. I wake up, I eat you, I go to bed and that will 
be the end of your life. [he chuckles] it’s not like you didn’t see this coming, it’s not 
like I have made a secret about my intentions, it’s not like you didn’t run straight into 
my jaw. You want to die, don’t you? This way you can blame everything on me and 
the others like me!”
As the lion man speaks, there is another figure with a mutilated face slowly creeping 
up behind me. He walks up and puts his hands on me.
I hear myself yell:
   “NO!!!”
[Cut]
Ext - Car Park connecting walkway – Day
My own footsteps in the darkness - shoes walking on concrete. I walk through a 
glass corridor that leads to the car park. The car keys are in my hand. Suddenly the 
opposite door opens and a man in a hoody steps through. Instead of a face there 
is a gray mask. I turn around to see another man blocking the way back. My hand 
makes a fist around the keys to form a desperate sort of weapon. 
“Where do you think you are going? You have to speak to my friends first”
I push past one of them into the carpark in order to get to my car. I push through 
the one figure and storm through the door. 
But more people in masks appear and surround me, aggressive, intimidating – some 
of them break out into a violent dance as the continue to come closer, closer, 
closer until they are in arms reach. They are pushing and shoving me. I fall to my 
knees as they come ever closer and take up all of my view. There is nothing, but 
their loud, voiceless faces with their frozen expressions everywhere around me.
[Cut]
Int - Black Void
It takes a long time for the light to dim down and when it does, the blackness 
surrounding me becomes more pressing.
I am floating through the void, whales sing in the darkness. Stars twinkle in an ocean 
of black. It is calm, serene and quiet. I hear myself thinking:
   “This can’t be it…please let this not be it…”
It is serene, but it is also cold and empty…dead and lonely.
[Cut]
Ext – Beach – Day
The Sun is rising in golden light. The ocean is magnificent. I feel happy. From the 
direction of the water there is a woman coming towards me. She walks up to me, 
stretches a hand out towards my cheek in a tender gesture:
“There you are”
Whales sing in the distance. The sound of an alarm clock cuts in.
END
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Date: 03.05.19
Time: 06.45	am
Scene Time Talent
#7	-	Beach 7.00am Alex,	Rewa,	Laura
#1	-	Tunnel 9.00am Alex
#8	-	Wynd	Quarter 11.00am Alex,	Rewa,	Laura
#4	-	Cross	Str	Walkway 12.00am Alex,	Rewa,	Laura
addittionals	if	time	permits
Victoria	Park
Talent
Name Role
Alex	Medland POV alexmedland13@gmail.com
Rewa	Fowles Demon rewafowles@gmail.com
Laura	Young Demon/Goddess laura.c.young.0@gmail.com
Location
General	Production	Notes/Reminder
Car Return	by	16.30	l	fill	with	petrol
Torches Bring	head	light	and	hand	held
Lapel	Mic	x1
Laptop
Cards
Batteries	n	Chargers
CALLSHEET
Item Comment
DREAMS
Phone
14/16	Takarunga	Rd,	Devonport,	Auckland	0624
Waterview	Tunnel	-		Southwestern	Motorway
Corner	Beaumont	Street	and	Jellicoe,	Jellicoe	St,	Auckland,	1010
Cross	St,	Auckland,	1010
Beach
Tunnel
Wynyard	Quarter	Walkway
Cross	Street	Walkway
Laura	and	Rewa	black	w	masks
estimated	wrap	time	14.00
Name Adress
0274256430
0277872359
0223900226
books	in	backseat,	monkey	mask
Laura	and	Rewa	black	w	masks
Email
Carsten	Kudra
carstenkudra@gmail.com
021	025	72	772
Sunrise:	7.01	am
Weather:	Partly	Cloudy
19C	max
Production	Notes
Laura	wearing	white,	Rewa	wearing	black	and	
mask
Date: 04.05.19
Time: 09.30	am
Scene Time Talent
#3	-	Tiled	Room 10.00am Alex	and	two	Demons
#2	-	Unitec	Yard 11.30am Alex	and	all	Demons
#5	-	TBC 14.00pm Alex	plus	all	performers
Talent
Name Role
Alex	Medland POV alexmedland13@gmail.com
Rewa	Fowles Demon rewafowles@gmail.com
Laura	Young Demon laura.c.young.0@gmail.com
Sophie	Greig Demon	/	Dramaturgy
Jess	Quaid Demon
Rose	van	Wylich Demon
Nicole	Wilkie Demon
Matthew	Wilson Demon
Lelaine	Angela	Dela	Cruz Demon
Rebecca	Choy Demon
Location
General	Production	Notes/Reminder
Car 3	Masks	(Monkey,	Greek	with	options)
Torches Bring	head	light	and	hand	held
Lapel	Mic	x1 Script
Laptop Talent	Release	Forms
Cards
Batteries	n	Chargers
red.bex@hotmail.com
CALLSHEET
nicoleannewilkie@gmail.com
forwards2500@gmail.com
superarteako@yahoo.com
addittionals	if	time	permits
0221719966 sophieagreig@gmail.com
An4scd@Gmail.com
rose.moonfeather@gmail.com
Item Comment
Name Adress
Unitec Building	1,	Gate	1	off	Carrington	Road
Grand	Millenium	Hotel 71	Mayoral	Drive,		1010	Auckland,	CBD
DREAMS
Production	Notes
estimated	wrap	time	16.00pm
Phone Email
music
0274256430
0277872359
0223900226
Carsten	Kudra
carstenkudra@gmail.com
021	025	72	772
Sunrise:	7.02	am
Sunset:	NA
Masks,	Robes,	access	to	doors,	Security
Light	set	up	allow	60mins,	rope,	sack,	lion	n	pig	
lunch	and	relocate
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(figure 45-50) Still frames from Spherical Exploration    pg 59-60
For all inquiries please contact Carsten Kudra: e: ckudra@unitec.ac.nz       p: 021 025 72 7721
PARTICIPANT INFORMATION SHEET
AIM OF RESEARCH
The proposed project involves devel-
oping and experimenting with Spheri-
cal 360° Video as a way of introducing 
new methods in narrative and non-narrative 
moving image practice. To start with, the re-
search project will involve the construction of a 
wearable technology to permit the capture of 
360° Video. The device will be used in workshops 
with acting and dance students associated with 
PASA. The workshops will explore the idea of 
Presence by letting the wearer of the device be 
part of the performance in ways of action and 
interaction with the other actors. Workshops will 
undergo iterations that are informed by previ-
ous workshops and thus build experiences with 
increasing complexity.
RECORDING DEVICE
The device used to capture the spher-
ical video consists of a VR camera 
with 8 lenses manufactured by the US 
based company called Human Eyes. 
This camera is mounted onto a helmet 
to be able to be worn safely and comfortably 
with minimized restriction to the wearer’s ability 
to move.
WORKSHOPS
The first workshops are designed to be 
collaborative in nature where the ac-
tors and the researcher test the capa-
bilities of the equipment and the medium of VR 
as a storytelling device. The insights of those first 
workshops will inform later iterations where more 
complex videos will be created.
RISKS
The Workshops involve physical activity 
in a controlled environment within the 
framework of the formal acting process 
of the participants, however injuries related to 
the act of performance cannot completely be 
ruled out. The Helmet Device is a prototype and 
has not undergone extensive testing for safety. 
However, precautions for the proper and secure 
use of the helmet device will be had and will in-
form the nature of all performance activity.
If you were injured in this study, which is unlike-
ly, you would be eligible for compensation from 
ACC just as you would be if you were injured in 
an accident at work or at home. You will have to 
lodge a claim with ACC, which may take some 
time to assess. If your claim is accepted, you will 
receive funding to assist in your recovery.  
If you have private health or life insurance, you 
may wish to check with your insurer that taking 
part in this study won’t affect your cover.
STUDY TITLE: LOOKING THROUGH THE EYES OF OTHERS 
AN EXPLORATION OF PRESENCE WITHIN VIRTUAL REALITIES’ SPHERICAL VIDEOS
Locality: Unitec Mt Albert Lead Investigator: Carsten Kudra
BENEFITS
Performers will gain insights into the 
emerging field of Virtual Reality Pro-
duction. The use for some of the foot-
age for non-commercial purposes is negotiable 
with the lead Investigator. Though there is no 
payment assigned for participation in this proj-
ect, a small koha may be given. Any expens-
es related to the project will be covered by the 
lead investigator.
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